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Exhibition Plan Introduction

The centenary exhibition in commemoration of Albert Anker’s death 
features the typical themes that this leading representative of Swiss 
art chose to paint. A trigger for the exhibition was the immensely po-
pular Anker show organized by the Kunstmuseum Bern in 2007–2008 
for four Japanese Museums. This show was met with great enthu-
siasm in Japan, and our goal is to present a slightly modified and 
enlarged version in the Kunstmuseum Bern. Lenders have generously 
again offered to let us exhibit works from their collections. Several 
key works that could not be sent to Japan are now included in this 
presentation.
Here, in this country, we need not introduce the artist from Ins. At 
Christmas in 1853 Anker wrote from Jena an impassioned letter to 
his father in which he tried to persuade him that it would be better if 
his son became an artist instead of a theologian and provided valid 
reasons why this was so. He wrote that he believed he would, after 
having properly entered into the artistic vocation, not give it up as 
long as his hands and both his eyes could serve him. His unshake-
able belief in his inner need to be an artist remained with him all his 
life. He had no idea then that girls knitting, grandfathers reading, and 
honest schoolboys – all belonging to Anker’s typical subject matter 
– would become popular far beyond the borders of his Swiss home-
land. 
The exhibition ‘Albert Anker and Paris’, which the Kunstmuseum Bern 
organized in 2003, ambitiously aimed at showing that Anker pursued 
the same themes – be it portraits, genre paintings, or still-lifes - as 
many of his contemporaries in Paris did, that is, in the city where he 
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was educated to be an artist. The current exhibition will focus on the 
subject matter that was typical and pivotal for Anker and has already 
proved so popular in far-off Japan. The exhibition covers the broad 
spectrum of Anker’s painting and drawing, which mainly sought to 
represent people in their rural settings, and include several of his 
contributions to the Paris Salon exhibitions. The 2010 Anker exhibi-
tion contains outstanding paintings presented according to subject 
matter. Truth and beauty were not contradictions for this artist.
The exhibition begins with the large-format The School promena-
de/Schulspaziergang (de/Schulspaziergang (de/Schulspaziergang cat. no. 58), showing an unconstrained and 
cheerful group of children together with their female teacher during 
an outing in the countryside. The artist treated the things he felt tou-
ched by very seriously and imbued them with the impression of har-
mony in his intimate and light-bathed realism.  In the case of the very 
charming Young Girl Braiding Her Hair/Mädchen, die Haare flechtend
(cat. no. 91), the artist has created an analogy between the flowering 
of youth and morning, between the girl’s magnificent golden hair and 
the rays of sun falling into the room. The girl, viewed in profile, con-
centratedly plaits her hair while lowering her gaze. The open book 
links daily routine with the motif of education and learning. 
Anker’s empathy with the individual made his depictions of people 
highly convincing, and this impression has endured beyond his 
epoch to our own, in which we are still moved by his figures and con-
tinue to find them appealing.

Two years after Anker arrived in the French metropolis he wrote to 
Otto von Greyerz, a friend from his theology student days, that he 
‘from now on wanted to paint humble village narratives.’ Obviously 
he followed this intention. He had his hometown in mind when he 
wrote this – a village on the borders between German- and French-
speaking Switzerland. This is where he grew up and lived for many 
years – even if he preferred to stay in Paris during the winter months 
for several decades. Already in the following year 1857 he sold the 
painting Community Gathering/Gemeindeversammlung to a buyer in Community Gathering/Gemeindeversammlung to a buyer in Community Gathering/Gemeindeversammlung
Glasgow and in 1858 he was accepted in the Paris Salon exhibition 
for the first time with his Village School in the Black Forest/Dorf-
schule im Schwarzwald (schule im Schwarzwald (schule im Schwarzwald cat. no. 55).
He actively participated in Ins community life. It was here that he 
gained the impressions we find mirrored in his work. Very often he 
recorded unspectacular moments in the unencumbered communal 
life of the different generations living in the village, which underwent 
drastic changes in the second half of the 19th century.
In a dignified manner, the Town Clerk/Gemeindeschreiber (the Town Clerk/Gemeindeschreiber (the Town Clerk/Gemeindeschreiber cat. no. 
1) ponders over the hefty tomes of his daily business while smoking 
a pipe. The distribution of Soup to the Poor/Die Armensuppe (cat. 
no. 8) – a manifestation of domestic warmth and rustic charity – is 
based on an event that took place in the legendary cold winter of 
1893, when the community provided warm meals for the needy. Of 
the roughly 1500 people living in the village at the time around 50, 
most of them children, were dependent on poor relief.
In the painting of The Fortuneteller/Kartenlegerin (cat. no. 9) that 
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was recently rediscovered in England, two young women are perhaps 
told of their marriage prospects as prophesied by reading the cards. 
In Quarter Day/Zinstag (Quarter Day/Zinstag (Quarter Day/Zinstag cat. no. 10), the debtor hands over a leather 
purse containing his conscientiously saved and hard-earned coins, 
an oppressing and humiliating event, just as we find in the painting 
The Profiteer/Der Wucherer (The Profiteer/Der Wucherer (The Profiteer/Der Wucherer cat. no. 24). Here the protagonist of the 
title confronts a helpless and unwitting farmer while making himself 
comfortable in the latter’s living room. The Geometer (The Geometer (The Geometer cat. no. 11), on 
the other hand, is a herald of the planned railway and foreshadows 
the modern age. During Anker’s lifetime, plans and preparations were 
made for laying railway tracks through the center of the village. The 
train was to travel from Bern via Ins to Neuchâtel and eventually take 
passengers all the way to Paris. Anker was only marginally interested 
in technological innovations and changes, whereas the spectators 
and their varied expressions primarily absorbed his attention.

History greatly fascinated Anker, although hardly any of his works 
exist that could be declared as classical history paintings. Instead 
he sought to illustrate history in terms that were comprehensible 
for his own times. Although his paintings depict scenes of the past, 
such as the repercussions of political events, they do not represent 
the historical moment itself. For example, the impressive composi-
tion with its many figures entitled Orphans of Nidwalden/Die Län-
derkinder (derkinder (derkinder cat. no. 21) goes back to an episode that took place in 
October 1798. Then, as the last canton, Nidwalden refused to adopt 
Helvetian law as dictated by France and was subdued by military 
force. By illustrating the arrival of the orphans of Stans in Murten, 
Anker appealed to the individual sense of charity towards innocent 
war victims and to the mutual sense of solidarity among citizens in 
the young federal state.
The Polish Exiles/Die polnischen Verbannten of 1868 (cat. no. 49) 
takes as its subject the repercussions of the invasion by Russian 
troops in the suppressed Warsaw national uprising of 1831 and the 
flight of the Polish refugees. Their plight found widespread sympa-
thy among Europeans at the time. Anker responded to the issue by 
executing a painting of an old man listening to his granddaughter 
playing piano while he sits next to her little brother. Thus the artist 
tackled historical events in the form of contemporary genre scenes 
and transmitted his view of very human and unspectacular commu-
nity life.
The large-format history painting of Queen Bertha and the Spinning 
Women/Königin Bertha und die Spinnerinnen (cat. no. 73) focuses 
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on a legend involving Queen Bertha, wife of Rudolf II of Upper Burgun-
dy. Allegedly she went around with a spinning wheel and taught her 
subjects the art of spinning as benefactress during her rule from 937 
to 970 AD. In western Switzerland the saying ‘du temps que la Reine 
Berthe filait’ (in the times of the spinning Queen Bertha) is a byword 
for the good old times. Anker portrayed her as a model of virtuous-
ness and industriousness. Finding a balance between idealism and 
realism, also here Anker incorporated elements of genre painting 
into a historical setting. 
This is equally true for his interest in the then very relevant topic of 
early lake dwellings, being directly connected to the exciting disco-
very in 1868 of Bernese lake-dwelling relicts while channeling the 
waters of the Swiss Jura. In a variety of versions Anker painted The 
Woman Lake Dweller/Die Pfahlbauerin (cat. no. 15) sitting on the 
lakeshore with a sleeping child. By taking the Ins resident Julie Gug-
ger as his model, he tranlated the historical scene into a contem-
porary representation of charity.

3
A Beautiful World

Within European art of the 19th century, Anker’s paintings of child-
ren and young people are unique: He comprehended them as little 
personalities independent of the roles demanded by their social 
class (cat. nos. 95-97). They appear to be timeless, and individual 
characteristics are subdued. Their essential gravity and shyness are 
captured by Anker’s masterly hand. To a great extent he has used 
ochre colors, rendering his figures and objects against a dark back-
ground with great plasticity and clarity as they penetrate into the 
warm beams of light. Among Anker’s works we not only find commis-
sioned middle-class portraits, but also – and in much greater num-
bers – paintings portraying people of all generations in the manifold 
aspects thereof as he was able to observe in rural everyday life. Ge-
stures and emotions are subdued. We often find young people doing 
their daily chores or tarrying somewhere, knitting or reading, sewing 
or even running an errand (cat. nos. 92, 93). It is obvious that Anker’s 
girl wandering through the forest wearing a red scarf was given the 
title of Little Red Riding Hood/Rotkäppchen (cat. no. 41) as a free 
adaptation of Grimms’ fairytale, even though the artist presumably 
again, as so often, simply depicted one of the girls from Ins. Anker 
was interested in people and their individuality in their normal sur-
roundings.
He painted his half-figure portraits primarily with a neutral back-
ground, mostly without spatial references, and only occasionally 
suggested the back of a chair, wainscoting, or wall decorations. Of-
ten he portrayed his sitters in profile, deep in reverie while focused 
on their activities and concentrating on the moment. 



In Young Embroiderers/Kleine Stickerinnen (cat. no. 72) Anker dis-
played his interest in 18th-century painting by clothing his figures 
in Rococo period dress. He chose a middle-class interior and not a 
scene from rural Switzerland for the composition and, by historically 
transposing the scene, imbued the work with an international cha-
racter.
His own children repeatedly sat as models for him. He obviously pre-
ferred his three daughters Marie, Louise, and Cécile for this task (cat. 
nos. 89, 101, 102).

It is difficult to find any painters who were as intensely fascinated 
in their art by the motif of playing children as Anker was. He was 
committed to ideals that were impacting and shaping the Swiss edu-
cation system. His work conveyed the new understanding – at the 
time – of raising children and of education. He regarded learning by 
play as very important. Industrially fabricated toys were reserved for 
children who belonged to the upper strata of society until the end 
of the 19th century. In Anker’s house there are still many children’s 
and party games, dolls, dolls’ tableware, and dolls’ carriages today. 
They are a testimony to the great meaning attached to games in the 
culture of the time and their educative value in exemplary middle-
class families.
Farmers’ children were integrated in family working life; they col-
lected wood (cat. no. 37), fetched water from the distant wells (cat. 
no. 38), and the girls were called upon to baby-sit (cat. no. 40). In 
these families children’s play was hardly regarded in a positive light. 
Their world of play was nature itself (cat. nos. 84, 85). Therefore we 
seldom see children’s toys in Anker’s portraits of country children 
other than an occasional simple wooden animal (cat. no. 99), a doll 
made of rags, a cart, or a crudely made clay animal. Anker made an 
exception in Girl Playing at the Stove/Spielendes Mädchen am Ofen 
from 1879 (cat. no. 87), in which he added children’s rustic potte-
ry and tin tableware. Without adopting any artificial sentimentality, 
he captured the spheres of life typical for children and their natural 
way of dealing with familiar things. In this area of subject matter we 
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also repeatedly find representations of traditional games for develo-
ping skills and dexterity. The String Figure/Fadenspiel (cat. no. 76) is 
such an example, as it was thought to facilitate the development of 
children’s skills in preparation for sewing and knitting.
Anker’s intuitive understanding of the psyche of children is most 
pronounced in his multi-figure compositions. He critically studied 
the pedagogues Pestalozzi, Rousseau, as well as Fröbel and was 
convinced that play assisted children in their development and in 
adapting to their environment. Play was seen as the main content in 
the lives of pre-school children. In his late work The Nursery School 
II/Kinderkrippe II (II/Kinderkrippe II (II/Kinderkrippe II cat. no. 79), Anker painted children playing with 
wooden blocks at a table. With the geometric forms they display their 
personal skills, making this painting a good example for his visual 
interpretation of the new educational goals. Another key work by the 
artist, which has not been exhibited for a long time, is The Bear of 
Snow/Der Schneebär (Snow/Der Schneebär (Snow/Der Schneebär cat. no. 20). It shows, in many variations, the 
reactions of surprise and wonder at the comical figure. 
Under the auspices of his teacher Gleyre, Anker sets the scene in the 
1864 painting The Game of Knucklebones/Knöchelspiel (cat. no. 74) 
in antiquity. After all, the subject matter deals with one of the oldest 
games of skill. Even if the scene is Greek or classical in nature, the 
children could well have been selected from Anker’s rural imagery.

Death and dying were the artist’s early companions. The painful loss of 
his brother and sister as well as his mother was followed later by the 
death of two of his own boys when they were extremely young. Anker 
portrayed his son Ruedi, who died at the age of two in 1869, on his 
deathbed (cat. no. 29). Overcome by his grief for his lost son, he scrat-
ched the words into the still wet paint: ‘My dear dear Ruedeli’. Anker had 
hoped to come to terms with his grief by executing this picture. Two 
years later he similarly drew his second son at the moment of his final 
farewell (cat. no. 28). As a theologian and devout Christian, Anker did 
not shy away from taking up the theme of death in his genre paintings. 
Legend has it that the barefooted girl in the Examination/Schulexamen
(cat. no. 56, Room 5) hurt herself with a thorn a day before the exa-
mination took place, ‘as she picked violets under a prickly hedge. The 
wound became inflamed and the girl died of blood poisoning a few days 
later’ (cat. no. 26). She has been laid out and is surrounded by her mour-
ning family and their circle of friends. In a painting with the same title 
of The Little Girlfriend/Die kleine Freundin (cat. no. 27), a girl visits her 
mourning girlfriend. Ten years later, Anker chose the subject matter of 
visiting the graveyard in Ins (cat. no. 31). He depicted the scene simply 
and objectively without embellishing it in any way. In the last painting 
he completed that contained many figures he illustrated a lively group 
of children meeting up with a lady in mourning while crossing the newly 
constructed Kirchenfeld bridge in Bern (cat. no. 57). Whereas we can in-
terpret the river as representing the spring of life, the woman dressed in 
black refers to the omnipresence of death, which unexpectedly reveals 
its face midst pulsating life.
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During his entire life as an artist, Anker portrayed boys and girls with 
their school things tucked under their arms. They confidently go to 
school bearing their writing utensils and knitting, worn notebooks, 
as well as black boards with traces of writing (cat. nos. 63-66). While 
seated at a table at home they finish their homework with reading 
and writing (cat. nos. 60-62).
As a painter Anker witnessed the social changes of his times. His 
works reflect the developments of the school and education system 
in Switzerland. Anker was well-acquainted with the education sys-
tem and for many years he worked as secretary for the Ins school 
commission. Compulsory elementary school for girls and boys was in-
troduced in Bern in 1875. Children were given the right to receive four 
to six years of instruction in reading, writing, and arithmetic. Need-
lework was made a subject in schools for girls in 1864, whereas boys 
were given lessons in physical education to prepare them for military 
service. Non-confessional and free elementary education was first 
established in the revised Swiss federal constitution of 1874. The 
new laws improved the lot of country children considerably. 
Anker made his debut in the Paris Salon with a school scene Village 
School in the Black Forest/Dorfschule im Schwarzwald (School in the Black Forest/Dorfschule im Schwarzwald (School in the Black Forest/Dorfschule im Schwarzwald cat. no. 55) 
as early as 1859, three years later he painted The Examination/Das 
Schulexamen (cat. no. 56). In these early works the artist describes 
the small class rooms in which many children of all ages sit cram-
ped together at school desks. In The Examination/Das Schulexamen, 
the teacher is illustrated as a strict person with stick as a pointer. 
He must prove to the controlling commission that he has taught the 
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school children their lessons.
Anker was commissioned to execute the painting Charlemagne’s 
School Visit/Schulbesuch Karls des Grossen (cat. no. 54). The figu-
re obviously fascinated Anker greatly as Charlemagne’s portrait was 
featured not less than five times between 1870 and 1875 on Faience 
wall plates. According to records, the Emperor ordered a reapprai-
sal of Latin and the improvement of writing skills, as well as that all 
children were to receive an education. The same goals were also im-
portant for Anker.
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Besides his interest in the young members of his village, Anker was 
also especially fascinated by the old people living there. He depic-
ted grandfathers and grandmothers alleviated from existential fears, 
actively or contemplatively finishing their life’s work. They articula-
te in an affirmative way to the beholder that their lives are rich with 
meaning despite the hardships they have lived through. Anker not 
only painted older men in Ins as working in the profession of a shoe-
maker or as a village tailor, but also as engrossed while reading the 
newspaper (cat. no. 7) or taking a bite to eat in the morning (cat. 
no. 3). He viewed even the Alcoholic (cat. no. 2) without any signs of 
disparagement, portraying him as he stares absently with a glass in 
front of him. He is not an outcast of the village but a member of the 
community. 
Anker often confronted the hopeful beginnings of life with its con-
clusion replete with experience. He even asserted that “(…) I do not 
wish to have another model my whole lifelong other than some aged 
person who can tell me stories of how things used to be.” The young 
and the aged are predominantly depicted together in rustic interiors. 
Grandparents, whose life cycle was drawing to an end, were as in-
dispensable to the household as his young models, who were able to 
look in on him after school. In contrast, the parents were working out 
in the fields. An old man rocks his grandchild to sleep (cat. nos. 47, 
48) or an old woman assists her granddaughter while she sews (cat. 
no. 51). Or a boy reads out loud to his grandfather from the bible in 
Grandfather’s Prayers/Die Andacht des Grossvaters (cat. no. 52) and 
a grandmother feeds a baby (cat. no. 45). 

Through a revival of interest in the artist Jean-Baptiste Siméon Char-
din (1699–1779), after 1860 still-life painting generally became more 
highly valued than previously. Albert Anker’s interest in this conse-
quential trend became manifest in 1866 with his first two still lifes 
as pendants. Considered in light of his complete oeuvre comprising 
over 700 oil paintings, his around 35 still lifes are relatively small in 
number. His preoccupation with this genre was mostly for his own 
pleasure as these works were not intended for the public. 
They are always renditions of the edible and potable. His still lifes lar-
gely illustrate different objects from rustic or middle-class ways of 
life, thereby representing the two worlds the artist managed so ably 
to merge in his life: rural still lifes present potatoes, cheese, ham, 
bread, nuts, or chestnuts, accompanied by milk coffee as well as pro-
per or fermenting wine; whereas a superior ambience is signalized by 
tea or coffee served in valuable porcelain and accompanied by cakes, 
biscuits, and cognac.
The congenially lit forms display a pronounced plasticity against the 
largely neutrally colored background. The viewer’s gaze glides over 
the table top, which is mostly parallel to the pictorial plane. The ob-
jects the artist has selected for the composition have been carefully 
placed, one behind the other, in the lower third of the painting: a few 
crumbs of bread, a bowl of potato peels or chestnut shells, or, occas-
sionally, a knife or spoon directs the gaze and evidences imminent 
human presence.



Anker basically began his career as an artist with portrait painting, 
and he took on commissions for portraits his lifelong. This was, how-
ever, largely in order to earn money. He conscientiously met the wi-
shes and ambitions of his patrons. At times he was prepared to meet 
their requirements by asking, not without a trace of irony, ‘if they 
preferred their portraits to resemble them or to be handsome?’ Many 
portraits give us insight into his circle of acquaintances and friends: 
wealthy middle-class citizens who were well-disposed towards him 
(especially from Bern, Solothurn, Neuenburg, and Alsace). Several 
of them also come to our attention as collectors of his works (cat. 
nos. 103, 104, 105). As we know from notes he made privately, from 
letters, or invoices, every now and again he lived for several days in 
the houses of his customers or arranged a few visits. Additionally 
he sometimes did friends a favor by portraying their children (cat. 
no. 106). The commissioned portraits are in line with the widespread 
conventions for this genre found in France and Switzerland at the 
time. Painted portraits were rapidly losing ground after photography 
was invented and grew increasingly widespread.
Anker’s proficiency in painting portraits displays his incredible sen-
sitivity. In a letter he talked of it himself, presuming it to be ‘a leftover 
of his theology’. He also, however, carefully studied Lavater’s Phy-
siognomic Fragments, in which he could read the lines: ‘The face is 
the stage in which the soul reveals itself … the person, who doesn’t 
discern this, cannot paint it, and those who cannot paint [the soul] 
can never be portrait painters.’

From 1866 until 1892 after marrying and starting a family, Anker pain-
ted over 500 faiences for the Deck Brothers’ company, earning bet-
ween 50 to 2500 Swiss francs per item. These individually made and 
commissioned works were intended for a select Parisian clientele 
and were highly valued at the time. Illustrated on plates and wall pa-
nels, this technique often included portraits or three-quarter-view 
figures, but also adopted popular genre motifs such as children rea-
ding or playing. The artist based these compositions on preliminary 
watercolor studies (cat. nos. 134-137). They display very new and 
surprising facets of Anker’s work. He asserted that ‘I have exhaus-
ted the subject matter of history, theater, and the Olympic myths.’ 
He represented mostly heroes and heroines from antiquity or from 
France’s history or its literature.
A few examples in the exhibition should suffice to show that Anker 
was one of the most outstanding employees of the Deck company.
Executing faiences also expanded Anker’s palette and enhanced his 
painterly expression. He repeatedly used one of the faience colors, 
the famous Deck’s blue, for his monochrome blue brush sketches, 
a color that came to be traditionally called ‘Anker blue’ in his family 
(cat. nos. 129-131, 133).
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Anker already worked with watercolors in the 1870s when freely 
sketching private landscape studies or making studies for faiences 
and compositions. In the winter of 1883/84 he wanted to improve his 
watercolor technique and, at the Académie Colarossi in Paris, pain-
ted nude studies in the evenings and costume studies on Sundays 
using this medium. However, he took it up more intensively after he 
suffered a stroke in 1901. He executed numerous portraits in water-
color, from this time on mostly in the format of 35x25 cm, which he 
sold for 100 francs each. For the artist they were the guarantee of a 
steady income after he could no longer produce large-format works 
as he had to support his right hand. According to request, he execu-
ted his favorite motifs of old and young people, women and school 
girls, people knitting and reading. He was by then very well-known, 
and there was a lively demand for his works, even if he complained 
to his friends about the very large number of commissions and about 
his clients always wanting the same type of paintings: ‘I received 
orders of all kinds, mostly for watercolors ... I would like to have a 
circular printed, which states that I am indisposed due to prior en-
gagements …’
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Biography Albert Anker (1831 – 1910) 

1831  Born on April 1 in Ins as the second of three children to the 
veterinarian Samuel Anker and Marianne Elisabeth Gat-
schet. Attended schools in Neuchâtel.

1845-48 Privat lessons in drawing with Louis Wallinger (1819-1886). 
1847 Death of his brother Rudolf and his mother.

1849-51 Attended a humanistic high school in Bern. University entry 
qualification. Began to study theology at Bern University. In 
September 1851 went on his first trip to Paris.

1852-54 June 1852 Death of his sister Luise. Continued studying 
theology at Halle University in Germany. Studied art with the 
Waadtland classicist painter Charles Gleyre (1806 – 1874).

1855-60 Attended the Ecole Impériale et Spéciale des Beaux-Arts.

From 56 Onward participated in the rotating art exhibitions of the 
Swiss Arts Society.

1859-85 Participated in the Paris Salon.

1860 Father died. From now on Anker regularly stayed in Ins in 
summer and in Paris in winter.

1861 First trip to Italy together with his friend François Ehr-
mann.

1864 Married Anna Ruefli (1835-1917) from Biel.
 Six children issued from the marriage: 1865 Louise / 1867 

Rudolf (†1869) / 1870 Emil (†1871) / 1872 Marie / 1874 Mo-
ritz / 1877 Cécile.



1866 Awarded a gold medal in the Paris Salon.

1870–74 Member of the greater council of the Canton of Bern, sup-
ported the construction of the Kunstmuseum Bern.

1878 Appointed Knight of the Legion of Honor.

1889 Together with Frank Buchser, Arnold Böcklin, François Bo-
cion et al. was elected to be a member of the Confederated 
Commission for the Fine Arts.

1890 Gave up his domicile in Paris. Began with the illustrations for 
the Gotthelf edition. Went on repeated trips to Emmental.

1891-01 Member of the Confederated Commission of the Gottfried 
Keller Foundation.

1900 Doctor honoris causa of Bern University.

1901 Suffered a stroke late in September. His right hand was par-
tially handicapped. Gave up oil painting almost completely.

1910 Anker died on July 16 in Ins.

AGENDA

Öffentliche Führungen 
Sonntag, 11h und Dienstag, 19h

Kinderworkshop während der 
öffentlichen Führung:
«Inestächä, umeschlah»
Sonntag, 15. August und 
5. September, 10h30 - 12h
CHF 10.-
Anmeldung erwünscht: 031 328 09 11
vermittlung@kunstmuseumbern.ch

Visites commentées publiques
Mardi 15 juin, 24 août, 19h30

Guided Tours in English 
Tuesday, June 22, 7:30pm
Tuesday, August 17, 7:30pm

Kurs in Zusammenarbeit mit der 
Volkshochschule Bern: Das Irdische 
Paradies – Edward Burne-Jones und 
Albert Anker
Mittwoch, 12., 19., 26. Mai und 
2. Juni, 15h – 16h 
Anmeldung: T 031 320 30 30 
info@vhsbe.ch 
CHF 80.-

Kurs mit Praxisteil: Albert Anker alt 
bekannt – neu entdeckt! 
Samstag, 15. Mai, 10h30 - 12h30 
Dienstag, 8. Juni, 18h - 20h 
Samstag, 26. Juni, 10h30 - 12h30 
CHF 30.- pro Kursteil exkl. Eintritt
Anmeldung: 031 328 09 11
vermittlung@kunstmuseumbern.ch

Einführungen für Lehrpersonen
Dienstag, 18. Mai, 18h 
Mittwoch, 19. Mai, 14h

Im Kino Kunstmuseum: Premiere des 
Films MEIN ANKER von Renata Münzel
Samstag, 19. Juni, 19h 

18h: Führung durch die Ausstellung, 
Apéro nach dem Film 
CHF 20.- Reservation: 031 328 09 99

Matthias Brefin erzählt und liest  aus 
den Briefen seines Ururgrossvaters
Dienstag, 22. Juni, 18h 
(öffentliche Führung 19h) und 
Donnerstag, 12. August, 19h 
(öffentliche Führung 18h)
CHF 16.-/12.-

Ausflug ins Anker-Haus nach Ins
Führung im Kunstmuseum Bern, 
Carfahrt nach Ins, Führung und Apéro 
im Anker-Haus, Rückfahrt nach Bern:
17. Juli und 18. August 2010, 
13h30-18h 
CHF 60.-, Anmeldung erforderlich, 
beschränkte Teilnehmerzahl:
vermittlung@kunstmuseumbern.ch
T 031 328 09 11

Katalog
Albert Anker – Schöne Welt. Hrsg. 
Kunstmuseum Bern, mit Textbeiträgen 
von Therese Bhattacharya-Stettler, 
Matthias Frehner, Isabelle Messerli. 
Zahlreiche Farbabbildungen, ca. 300 
Seiten. Stämpfli Verlag, Bern. 
CHF 58.-

Heft
Sonderdruck Berner Zeitschrift für 
Geschichte, Heft Nr. 2, 2010
«Ländliche Gesellschaft und materielle 
Kultur bei Albert Anker»
In Kooperation mit der Stiftung Albert 
Anker-Haus Ins und dem Kunstmuseum 
Bern
Heft: CHF 28.- 

Katalog und Heft: CHF 80.-



Duration May 7, 2010 – September 5, 2010

Opening Thursday, May 6, 2010, 6.30 p.m.

Curator Therese Bhattacharya-Stettler
Assisstant curator Isabelle Messerli

Admission CHF 16.- / red. CHF 12.-

RailAway Offer Benefit from 20% savings on train tickets,   
 transfer and entrance fee. The RailAway-Offer
  is available at all train stations and at the Rail  
 Service on 0900 300 300 (CHF 1.19/min). More  
 information: www.sbb.ch/ausstellungen

Opening hours Tuesday, Thursday, 10 a.m. – 9 p.m.
 Wednesday, Friday-Sunday 10 a.m. – 5 p.m.
 Mondays closed
 Ascension Day 13.5.2010, 10 a.m. – 5 p.m
 Pentecost 23./24.5.2010, 10 a.m. – 5 p.m
 1st of August, 10 a.m. – 5 p.m

Guided tours T +41 31 328 09 11, F +41 31 328 09 10
 vermittlung@kunstmuseumbern.ch

Further venue in a modified form:
Museum Oskar Reinhart am Stadtgarten, Winterthur

Kunstmuseum Bern
Hodlerstrasse 8 – 12, CH-3000 Bern 7

T +41 31 328 09 44, F +41 31 328 09 55
info@kunstmuseumbern.ch
www.kunstmuseumbern.ch

Exhibition

With the support of:


